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Abstract 
 
This paper aims to provide a contextualised and embedded exploration of how the notions of 
"practice" and "participation", key concepts in the study of culture and media, are manifest in 
an example of a complex creative project. This project aimed to engage with refugees and 
asylum seekers through the co-creation of cultural material and is an outcome of an? 
ethnographic action research (Tacchi et al. 2003) partnership involving a community 
development worker in a settlement support agency and a storytelling/community media 
researcher (the author), along with other project collaborators. The discussion of this project 
focuses on the role of the facilitator and illustrates the processes of orchestrating a complex 
project involving a series of linked stages with cumulative effect. As practitioners at this site 
we are working in the space where personal narratives, participatory arts and media, and the 
staging of intercultural, civic dialogue events, intersect. Co-creative media facilitation in 
these contexts involves both managing hybrid communicative spaces and (re)combining the 
"integrative practices" (Schatzki 1996) of a range of professional approaches and creative 
roles. This is liminal work, located on the boundaries of several disciplines and practices. 
Drawing on reflections gathered from collaborative ethnographic descriptions (Bhattacharya 
2008), this paper traces moments of practitioner uncertainty that can be linked to the way 
"practice" and “participation” is problematised within the community cultural development 
field in a way that is at times an uneasy fit with conventional ways of operating in social 
service roles. These moments of tension also indicate where this project pushed practitioners 
into spaces of improvisation and new learning. 
Key words: Youth, refugees, community cultural development, co-creative media 
facilitation, ethnographic action research, intercultural dialogue 
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The Brave New Welcome Project 
 
Brave New Welcome (BNW) is an action research project, which at the time of writing is 
currently underway in Brisbane, Australia. The project is a collaboration between an 
academic research program and an NGO providing support and advocacy for refugees and 
asylum seekers in the local community. This participatory media and intercultural dialogue 
project began in 2013 and has so far moved through four action cycles:  
 
Phase 1: A six-week digital storytelling project with a small group of recently arrived 
young people from refugee backgrounds. 
Phase 2: A week long creative development intensive bringing twenty young people 
together – a group which included recently arrived young people from refugee 
backgrounds together with Australian born young people – to share stories and build 
relationships. This phase was led by a playback theatre practitioner. 
Phase 3:  A film-making phase where the young people worked in collaboration with 
a professional filmmaker to make editorial decisions leading to the production of a 
short film documenting their experience.  During this phase fortnightly meetings were 
held to plan a public forum and communal art-making event for young people, where 
the film would be screened. 
Phase 4: A public forum / facilitated dialogue event was held hosting more than 80 
young people. The original twenty young people (the “brave new welcomers”) played 
a role in managing and leading the event.  At the forum a social media campaign 
called PostWelcome* was launched.  
 
* This campaign encourages wider public participation in the BNW project by encouraging 
forum participants and viewers of the film to create a sign in which they complete the 
sentence, “I welcome refugee because …”, take a “selfie” of themselves holding the sign, 
and post it to the BNW facebook page, a space established independently by the core group 
of young people (instructions on how to do this are inscribed on postcards).  
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Co-creative media facilitation practice in context 
 
Writing about the field of “socially engaged arts” in the context of the evolution of practices 
and policies in Australia over the last three decades, Marnie Badham looks at how such 
changes are reflected in the shift from “community art” to “community cultural 
development” to “community partnerships”. The recent national policy focus supporting 
partnerships with non-arts organisations – in health, education and housing – aims to “embed 
community cultural development principles more deeply within society” (2010: 93). 
Badham’s account illustrates how some themes have remained resilient within the field 
throughout this trajectory, with much debate “focused on process versus product, and ethical 
issues related to the spectacle or perceived exploitation of sensitive populations, as well as 
debates about intrinsic and instrumental benefits of participatory art practices” (2010: 94). 
 
BNW, the example of socially engaged arts practice that this paper charts, exemplifies this 
kind of “community partnership” model of community cultural development (CCD) practice. 
Embedding CCD principles more “more deeply in society”, however, is no simple thing to 
accomplish. Veteran Australian CCD practitioner Scott Rankin recently described the 
practice as “an intensely taxing discipline” since, 
Culture and the arts subsist in a scarcity culture (…) Community arts practice is 
frequently encountering communities with very serious survival issues, a very low 
skills-base, and is attempting to achieve very big goals for multiple stakeholders, with 
tiny amounts of money and very little infrastructure. The arts disciplines needed are 
intensely difficult. They require thousands of hours of practice, and a deep pool of 
inter- and intra-personal skills to work in contexts where these serious and sometimes 
dangerous issues are played out. We often build in failure to the structures of this 
practice. (Rankin 2014) 
 
This paper aims to illustrate the way some of these struggles play out in the context of this 
specific example. The tensions encountered included walking the fine line between process 
and outcome, the moral complexities of voice and representation when working with 
vulnerable people, as well as negotiating the interplay between (a highly volatile) politics and 
an aesthetic medium in co-creative media practice. In doing this the aim is to identify how the 
BNW project is a site of innovation where new work practices and important insights are 
emerging, and new roles and solutions are being invented, and to suggest this may in fact be a 
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defining characteristic of co-creative media practice.  Rankin (2014) claims that, “the best 
attempts to work with and in communities, to trigger positive developments using cultural 
approaches, are messy, rambling, hard to define, and require real, diligent, personalised, one-
on-one, values-in-action work, in the field, by people with integrity”. The proposition here is 
that it is this constant questioning and (re)prioritising of values, this extension of an ethical 
antennae into every aspect of the project and the practice, this capacity to listen with dexterity 
and acuity – and the ability improvise and innovate on the basis of all this – that are the 
cornerstones of what may be called “good practice” in this field. 
 
Although there has been a significant increase into the study of creative or cultural labour in 
recent years (Hesmondhalgh 2010), the work profile of co-creative media facilitators 
operating in these marginal spaces is largely undocumented. There is little research into the 
practices of co-creative media facilitators, embedded as this work often is into other often 
unidentified occupations and roles.  Subsequently little is known about the contributions 
these projects make to community wellbeing, creativity and social inclusion, the promotion 
of human rights, or about the way these new work practices operate as economic, social and 
cultural currency. If co-creative media facilitation, drawing from the tenets of CCD, is 
practiced with commitment to authenticity and virtuosity, and if in the process it can be a way 
of developing cheap and creative solutions to intractable problems, or identifying problems 
before they become insidious, or even if it simply helps us to recognise invisible stories, as 
Rankin (2014) claims, then this is a practice worth understanding at a deeper level.  
 
Co-creative media facilitation is a form of creative work located in the margins of existing 
professions. As a practice its foundations lie in traditions of participatory media, which 
involves collaboration between professionals and non-professionals often within workshop or 
project settings. The rapid evolution of new digital content creation tools combined with the 
inherent fluidity of CCD practice however has pushed practitioners into new territory. Co-
creative media facilitation morphs participatory arts and media, CCD and political activism, 
and it is a practice finding new expression, new challenges, and new opportunities in the 
contemporary digital landscape. In this, like other projects however, the co-creative media 
work exists in a political landscape. In this project we began to call what we were doing 
“edge work” for a number of reasons, mostly because of the precarious nature of the project 
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in general, but also because the ethically fraught nature of the decisions we were constantly 
making meant we often felt like we were dangling from the edge of a cliff.  
 
Ethnographic action research and practice theory 
 
This paper reports on three significant moments that illuminate some of the insights gained 
from working on the edge; it aims to present a glimpse into the intimate, “inside” world of 
the co-creation process resulting from fine grained focus on the cultural space that co-creators 
occupy. Since the aim is to understand more about the skills and dispositions that support a 
capacity to improvise and innovate, the setting needs to be seen in a holistic sense.  More 
than a decade ago Tacchi et al. (2003) described how “ethnographic action research” can be 
used as a methodology to research and develop projects that promote the innovative use of 
communication technologies to empower people living in poverty, claiming that, 
“ethnography fits very well with action research because it is all about understanding how 
your particular community and your particular project work together (Tacchi et al.: 12).  
 
They suggested viewing the field as a “communicative ecology”. Their guide to ethnographic 
action research published by UNESCO explains that, 
The concept we use in ethnographic action research is communicative ecology. If 
you are studying the ecology of a forest or desert, you do not look at one or two 
animals or plants in isolation. You study how animals, plants, soil, climate and so on 
are interrelated, and may have impacts on many things simultaneously. The same 
applies to communications and information: there are many different people, media, 
activities, and relationships involved. (Tacchi et al.: 15) 
 
Ethnographic action research also involves the researcher being invested in the projects, 
since, “we see the researcher’s role as more than simply being attached to a project to carry 
out research. You will undertake a variety of roles that can best be expressed in the title 
‘social-cultural animator’ (someone) who undertakes research by taking part in the day to day 
activities of the project as a project worker” (Tacchi et al.: 27-28). 
 
There are resonances here, a decade later, in more recent attempts from within media and 
cultural studies to develop methodologies that can provide empirical entry points into a 
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volatile field. Practice theory is an approach drawn from sociology which is currently finding 
traction in new media and cultural studies. A focus on practices, according to Cruz and 
Ardèvol (2013), “implies a change of paradigm in media studies, as it changes the focus of 
media research from semiotic analysis of text content to what people actually do and say – 
which is more appropriate for an ethnographic view” (2013: 32). The practice theory concept 
(Schatski 2001) is useful both as a theoretical approach as well as a being a methodological 
tool. According to Cruz and Ardèvol (2013: 33), 
Practice theory could become a bridge between theoretical conceptualisations and 
empirical data, allowing us to extend our ethnographic account of mediation 
processes by including in our analysis a wider scope of relationship between uses, 
meanings routines and technologies. (…) Co-presence is still at the very centre of the 
ethnographic experience but it does not refer to immersion; rather it refers to an active 
engagement with the environment.The ethnographer’s movements create the 
ethnographic field; there is no point of ‘entry’ but a movement of engagement.  
 
Applying action learning methodology informed by an ethnographic/practice theory approach 
(Cruz & Ardèvol 2013; Couldry 2004) in this study means being concerned with: 
• the manner in which participants are invited to engage with the activities 
• how the digital content is produced, shared and published 
• how issues of voice and representation are negotiated 
• the experiences and the challenges that co-creators face. 
Three instances of learning and reflection that occurred during the course of this project’s 
development are highlighted and described in this paper in some detail. These “critical 
episodes” (McNiff & Whitehead 2006) mark the resolution of an action learning cycle and 
focus on the development of new influential understandings, articulations that signalled the 
development of new or refined practices and approaches.  
 
Phase One: The Pilot 
 
Extract from practitioner/researcher’s journal 
 
The initial six week pilot with the new group of storytellers, all new arrival from 
refugee backgrounds had moments that rattled with an awkward, tentative energy. 
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For the first few weeks the whole concept was uncertain. Membership of the group 
was unstable. For us, the facilitators, this was a risky time, that had to be ridden out. 
The process for building the relationships that support storytelling in a co-creative 
model has to involve a kind of practitioner “presence” or mindfulness. The starting 
point is an understanding that there is no magic tool for engaging participants, 
dissolving barriers and inspiring stories. The paradox, however, is that while this 
mindset supports an inclination to be non-directive, to wait for input, to share power, 
in these early stages some version of leadership is necessary. Whatever process you 
choose to start the workshops with, is an offering that needs to be presented with 
some commitment and confidence. In a short time frame, where the idea is to 
germinate a co-creative media project, a structured process is needed to set the ball 
rolling and allow participants to find their way into a story sharing space. The vital 
issues, the stories, the moments of creativity, emerge in their own unpredictable way, 
in their own time, and it’s quite possible that the most meaningful work will happen 
in a kind of left-of-field way, in a peripheral activity, or even as happened here, after 
the workshops have finished. This then, is the time to loosen control and become 
observant, to listen. The creative phase of this kind of project, when the aim is to 
make a digital story to share, is a time when the link between private stories and 
public dialogue are held in suspension. There are possibilities.  
 
CCD practice in refugee settlement support  
 
This excerpt from the author’s research journal illustrates the way “process” is problematised 
in this project. It highlights tensions between product and process – and the way these 
tensions manifest in an intercultural context. Working cross culturally is part of the challenge 
here, both in terms of language and the lack of a shared expectation about what a creative and 
learning context looks like. The ways in which this context is like, and not like, a formal 
learning environment is part of what needs to be established. In this project there was a hiatus 
while everyone found their place in this unfamiliar context and it seemed to be necessary to 
hold the space for long enough, through all this uncertainty, for a rhythm to be found, for 
voices to emerge. The task here was to balance offering a structured set of storytelling 
activities while allowing silences and spaces to open up. It required an act of faith. The 
process starts with a willingness to share stories, goodwill, but there is no formula for making 
this kind of space work; it has to be invented, and re-invented each time. 
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BNW arose from this pilot project, a gathering of a small group of recently arrived young 
people from refugee backgrounds living in Logan, on the outskirts of Brisbane. Limited 
resources, a tight deadline, and stakeholder expectations meant the first phase of the project 
was driven by the need to produce an outcome. Without a commitment to staying focused on 
what the participants were saying about their lives, however, and creating space for stories to 
emerge in their own time would have meant that a critical connection was lost.   
 
In the debriefing session a couple of months after the conclusion of this digital storytelling 
project, the participants shared some different stories – stories about the social isolation that 
was a part of their early settlement experiences. They talked about how contact with young 
people outside of their own local community of new arrivals was limited to encounters on 
public transport which were often tainted with hostility.  
 
BNW was born out of this realisation; it was a project designed to address these stories about 
the social marginalisation of new arrivals. It aimed to engage a diverse group of young 
people from refugee and non-refugee backgrounds using theatre, visual art, co-creative media 
and intercultural dialogue. As the project has developed this theme has proved a potent and 
compelling one, for participants, organisers and professionals in a range of related fields of 
practice, but it was arrived at through a process that relied on community development 
principles not often supported in (funded) human service practice approaches.  
 
Jim Ife (2010: 37) explains that one of the most important principles of community 
development is that of valuing process, since,  
… the role of the community worker is not ‘to ensure a good outcome’ but rather to 
ensure a good process. Most of the principles of community development therefore 
relate to process rather than outcome, and one of the most important lessons? for 
community development workers is to ‘trust the process’, which is not always an easy 
thing to do.  
 
Ife also goes on to explain that, “this is directly contradictory to the emphasis on outcomes 
that is so dominant in Western managerial thinking. Many social programs are now defined 
exclusively in terms of their outcomes rather than their processes. It is the results that are 
important” (2010: 36).  This can be seen to have acute relevance in the settlement support 
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sector, which in effect predetermines conditions of conflict for co-creative media facilitators 
working in this context. 
 
A number of recent local studies have highlighted the tension between community 
development practice and a prevailing orthodoxy in funded service delivery, indicating the 
ascendency of a model of practice in refugee settlement support work which emphasises 
individualised therapeutic interventions and case work (Westoby 2008), and a disincentive 
for interagency partnerships constructed via a pervasive top down policy of contractual 
competitiveness (Sidhu & Taylor 2009). Lenette and Ingamells (2014) in a recent 
ethnographic study of a small group of women from refugee backgrounds settling in 
Australia offer an incisive critique of this emphasis in a current resettlement support context, 
arguing that they “reflect of reductionist understanding of human need, and run contrary to 
the wisdom, accumulated knowledge, experience, evidence, and ethics of social and 
community development work” (2014: 1). They go on to explain that, 
In the field, we see a narrow policy matched by narrow practice, which stops at basic 
physical need fulfilment, with little regard for the quality of practice. A consequence 
of this is an atrophy of the infrastructure and capacity for community development. 
(…) Refugee resettlement requires enabling and developmental action at three levels 
– within cultural groups, between new arrivals and the host community, and between 
new arrivals and the resource systems and structure of the host society. Such work 
requires getting to know the people. The specific of life experiences, settlement 
challenges and changing relations to their environments as well as the work of 
mobilising various parts of the community to open up and respond. (2014: 13) 
 
Phase Two – The Creative Development Phase 
 
BNW was launched by a week of creative development held in the long summer school 
holidays. It was designed to be a way to get a group of young people together who would 
never normally have any contact. We were not tapping into any existing community, not 
importing an established group. It had been envisaged as an out of the ordinary encounter, a 
campfire experience that we would document by making a film. The film then would become 
the central resource and catalyst for the next stage in the project’s development. We had 
designed a whole campaign to be launched by a group of young people who, at the beginning 
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of the week, we didn’t know yet, and until that first morning we felt it was quite possible that 
no one would show up. 
 
We had however, done our homework. On day one twenty young people converged from the 
four corners of the city, from the Gold Coast and the Sunshine Coast, from Logan, from the 
inner city. They ranged in age from sixteen to twenty-five. They came from genuinely 
diverse walks of life. There were several Australian born young people with various 
ancestries, a few were first generation Australians with migrant parents. Several participants 
had arrived as migrant or refugee primary school age children, from West Africa, Sudan and 
New Guinea. There were a few who had arrived as refugees in the last few years. They 
mostly came as individuals, singular souls who found their own way to this room somehow, 
encouraged by a teacher or youth worker perhaps, except for one group of six boys, very 
recently arrived as asylum seekers (or "irregular maritime arrivals") from Afghanistan. They 
had come as "unaccompanied minors", meaning they arrived without a parent or a guardian. 
These young men were all sixteen or seventeen years old and were referred to this project 
through the partner NGO, a settlement support agency contracted to provide support for 
minors in “community detention”.   
 
On the Monday morning, as we gathered in the beautiful big open space overlooking the river 
at the State Library of Queensland, a tentative, reserved collection of individuals were drawn 
together in a circle.  We were lucky to have a brilliant community theatre director leading this 
week of creative workshop activities, but before the theatre work began, we tried to set the 
scene, painting a bigger picture for the group that told the story of why we were here and how 
this project came to be. I kept it simple, drawing a map on the white board with shapes to 
show various stages in the project, stick figures to show people with arrows to link them to 
organisations.  My colleague and I introduced ourselves as the project organisers, I talked 
briefly about my research, my partner talked about her role as a community development 
worker in a settlement support agency. We had explained our purpose for being here, but we 
were yet to learn what had attracted each of these young people to the Brave New Welcome 
project and what they hoped to gain.  
 
Extract from practitioner/researcher’s journal 
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The theatre work began with a simple solemn greeting. The director gave very 
specific instructions and demonstrated the gesture. Someone in the circle silently 
walks to the centre and faces another person in the circle, who walks to the centre to 
join them. The two take a moment to "see" each other, place their hands resting on 
the front of their thighs and they bow slowly, they then "see" each other again, and 
return to the circle, swapping places with their partner. The gestures are performed, 
shyly, but with quiet respect and formality.  Those who try to do it too fast are 
corrected. 
 
Over the week the ritual became an important part of starting each day. Its gentle 
symbolism evolves in meaning as they lose their sense of greeting strangers and the 
group becomes cohesive.  
 
My colleague and I watched this process with intense fascination. On this first day the 
ritual created a safe space for an encounter with strangeness. The formality of simple 
repeated gestures with no variation contained the uneasiness, it equalised the group. 
It brought people who knew virtually nothing of each other, and who occupied such 
different social positions, into safe close contact, and importantly, the space for this 
to occur was held by the whole group. As we moved through days two and three and 
four, the movements became no less formal but a buoyancy, a playful undertone 
developed, a sense of complicity. The almost imperceptibly hesitancy was gone and 
the gesture became a symbol of group cohesion and bonding, like a secret handshake. 
In their eyes, while they performed this ritual, I saw the transformation from careful 
formality to an attitude that says, “this is what we do because we know that we are 
supposed to be like the United Nations here, but really we are just friends who like to 
play at being strangers”. 
 
Cultural translation and reframing the intercultural encounter 
 
This intercultural encounter, ritualised through the creation of a safe performative space and 
gesture, occurred at a juncture where aesthetics, emotions and politics meet, where embodied 
and intellectual understandings interact. For intercultural communication to work this process 
is critical; the work of the practitioner in this setting needs to be focused on generating a new, 
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negotiated “third space”. According to Homi Bhabha (Bhabha 1994: 56), the productive 
capacities possible in this “third space”,  
… have a colonial or postcolonial provenance. For a willingness to descend into that 
alien territory (…) may reveal that the theoretical recognition of the split space of 
enunciation may open the way to conceptualizing an international culture based not 
on the exoticism of multiculturalism or the diversity of cultures, but on the inscription 
and articulation of culture’s hybridity. To that end we should remember that it is the 
‘inter’ – the cutting edge of translation and negotiation, the in between space – that 
carries the burden of the meaning of culture. It makes it possible to begin envisaging 
national, anti-nationalist histories of the ‘people’. And by exploring this Third Space, 
we may elude the politic of polarity and emerge as the others of ourselves. 
 
Emerging as the “other of ourselves” is a process that does not happen accidentally. It is the 
result of an intentional, carefully crafted intervention. This act of mediation or cultural 
translation (Papastergiadis 2011) momentarily brings the embodied subject, the communal 
container and the larger political and social framework into focus, with quite striking effect. 
For Judith Butler (2009), interpretative frames are socially and politically constituted 
formations which cast a subject as more or less recognisably human; they are operations of 
power, which set the conditions for reactions to encounters, texts or images (2009: 11).  
  
According to Butler (2009: 180), 
…the claim upon me takes place, when it takes place, through the senses, which are 
crafted in part through various forms of media: the social organization of sound and 
voice, of image and text, of tactility and smell. If the claim of the other upon me is to 
reach me, it must be mediated in some way, which means that our very capacity to 
respond with non-violence (to act against a certain violent act, or to defer to the "non-
act" in the face of violent provocation) depends upon the frames by which the world 
is given and by which the domain of appearance is circumscribed. The claim to non-
violence does not merely interpellate me as an individual person who must decide one 
way or another. If the claim is registered, it reveals me less as an "ego" than as a being 
bound up with others in inextricable and irreversible ways, existing in a generalized 
condition of precariousness and interdependency, affectively driven and crafted by 
those whose effects on me I never chose.  
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Rob Cover (2013) employs Butler’s notion of "interpretive frames" in questioning what 
prevents Australian voters from responding ethically to "the other, the stranger, the refugee".  
He makes a case for the role of the reconstitution of subjectivity through an experience of 
shared bodily precariousness. In his study this process is tracked through the performative 
spectacle of attitudinal change which occurred during the narrating of events? in the reality 
style Go Back To Where You Came From documentary screened by SBS Australia in June 
2011. In this film, Australian citizens, many of whom held antagonist views of refugees and 
asylum seekers, were taken on a journey tracing the passage that refugees have taken to 
Australia, in reverse, including spending time in a refugee camp.  Ultimately, for at least one 
of the participants, this experience rendered “the other” as recognizable and thus warranting 
an ethical and hospitable response. Cover’s observations are relevant for BNW, and in this 
sense the creative development week could be viewed as an exercise in reframing, since, 
… for the refugee to be recognizable as human and therefore worthy of welcome 
through justice, the refugee as subject needs to be framed as recognizable to those 
positioned to offer the welcome or hospitality. Frames condition the encounter with 
otherness and are thus the prior resources available for particular attitudes (whether 
ethical and welcoming or exclusionary and racist) to be intelligible to the self and to 
others. (2013: 415) 
 
Phase Three – Planning a Forum / Making a Participatory Film 
Part way through the project, my colleague had the opportunity to receive some professional 
mentoring from an expert team of community development professionals. This was a useful 
opportunity for us to capture the learning that had emerged from this action cycle, and 
formed part of a reflection and planning session that marked the shift to the final stage of the 
project. The excerpt from this conversation below, between myself and my project partner, 
centres on our concern about what counts as meaningful participation in this project. Our use 
of the term “episodic participation” describes a co-creative process we were inventing to 
preserve both the group ownership of the film and artistic integrity of the filmmaker. It 
evidences both the learning that emerged from this process of supported reflection at this 
phase of the project, as well as the process of researcher/practitioner collaboration and 
analysis and how this learning is transferred into action.  
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A conversation  
RESEARCHER/PRACTITIONER: … and we structured (an) opportunity for the 
editing workshop, for episodic participation. And it didn’t work quite as well, or 
didn’t work in the way we had in our heads. But there are two things –one thing is 
that sometimes you have a workshop and people just don’t come because your timing 
is a bit off. There is no real reason for it. And the other thing is that for those boys 
who participated they seemed to get something out of it. 
CD PRACTITIONER: Yeah. 
RESEARCHER/PRACTITIONER: They seemed to feel like … and we did come up 
with some themes and titles. So it did work as a way for the young people to have 
input into the film. 
CD PRACTITIONER:  (…) When you talk about important moments, that was 
probably one for me which enabled me to just let go and let the next bit happen, 
whatever that was going to look like. Let go of our ideas of what this process has to 
look like, which was when (a participant) got up and said, when we did our little 
check in circle at the end of the editing workshop, and he got up and said, “today was 
really amazing because I got to make a decision about the film, the title of the film, 
and I never thought I could do something like that, that I could have that 
opportunity”. It was something that we could never have predicted would have had 
that effect. And one (of my mentors) helped me to articulate that. It’s not about … that 
the project is just a container for those kinds of transformational experiences. So yes 
you might have to plan it to the nth degree and think about how you are doing things 
and really focus on the process, but at the end of the day that process is actually not 
as important as the transformational experiences that happen and they are often just 
moments. So that whole film workshop even though it was excruciating was worth it 
just for that.  
RESEARCHER/PRACTITIONER: One moment … yeah (…) 
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Thinking the contradiction 
 
A subtle craft of managing energy, sensing when to exert and when to release control of the 
process, and the execution of fine judgement that is the trademark of careful co-creative 
media facilitation practice is evident in this critical moment. Since one of the project aims is 
to produce a film that will be part of a strategy to shift perceptions and attitudes, and 
influence and inspire audiences to become part of the “Brave New Welcome” movement, the 
artistic quality of the film in this project is a valuable resource. We needed good art; 
something that would effect audiences. Clearly a concern with the wellbeing of the 
participants and the value placed on authentic participatory process is part of story too. Claire 
Bishop, however, argues that the tension between these elements can be a productive one. 
She challenges the notion that, 
… art should extract itself from the “useless” domain of the aesthetic and be fused 
with social praxis ( …) Untangling this knot – or ignoring it by seeking more 
concrete ends for art – is slightly to miss the point, since the aesthetic is (…) the 
ability to think contradiction: the productive contradiction of art’s relationship to 
social change, characterized precisely by that tension between faith in art’s autonomy 
and belief in art as inextricably bound to the promise of a better world to come. (…) 
The best collaborative practices of the past ten years address this contradictory pull 
between autonomy and social intervention, and reflect on this antinomy both in the 
structure of the work and in the conditions of its reception. It is to this art – however 
uncomfortable, exploitative, or confusing it may first appear – that we must turn for 
an alternative to the well-intentioned homilies that today pass for critical discourse 
on social collaboration. (Bishop 2012: 7-8) 
 
Last thoughts 
 
Co-creative media facilitation in this project is an unpredictable, dynamic, situated, sociable 
and creative process. Using the lens of practice theory highlights the way practitioners in the 
BNW project made porous the boundaries of professional roles to integrate new practices and 
steer a path through conflict and contradictions. The aim to engage project participants in a 
dialogical process and work collaboratively to produce cultural content required working in a 
way that balances social justice and aesthetic concerns, “empowers” participants, facilitates 
agency and inspires action. Striking the right balance here, between leadership and 
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participation, between aesthetic and instrumental aims, between product and process, 
between the particular and the universal, between therapeutic, educational and activist 
objectives, creates a set of tensions that we were acutely aware of. In this sense the practice 
itself is a site of innovation and creativity, since in those moments when the sense of 
“working on the edge” was most acute, when the absence of established scripts was most 
evident, it became essential to improvise and if that failed, to jump. 
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